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4	
ABSTRACT	
	
	
Current	discourse	on	the	value	of	dance	education	is	reflective	of	the	stigma	that	
the	arts	are	less	important	than	science	and	math	subjects.		Dancers	studying	at	the	
university	level	are	often	pressured	to	complete	a	second	major	to	have	something	
more	conventional	to	fall	back	on	for	financial	stability.		Through	the	lens	of	arts	
integration,	this	paper	discusses	the	value	of	the	dance	major	in	higher	education.		This	
study	used	information	from	the	current	literature	on	arts	integration,	dance	in	higher	
education,	and	dance	careers,	combined	with	survey	data	to	determine	what	skills	
students	acquire	through	dance	in	higher	education	that	are	attributable	to	their	
professional	success.	The	findings,	though	limited	in	scope,	prove	that	dancers	are	
highly	skilled	and	competent	for	a	variety	of	jobs	across	several	industries.		Dancers	
graduate	with	strong	skills	including	communication,	problem	solving,	and	teamwork,	
making	them	favorably	desirable,	as	proven	by	employment	success.			
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INTRODUCTION	
	
	
	
A	large	component	of	today’s	arts	and	culture	climate	revolves	around	advocacy	
and	the	need	for	greater	inclusion	of	the	arts	in	education.		Arts	education	has	
numerous	proven	benefits	to	a	young	person’s	development	and	ascension	into	society.		
Whether	through	traditional	arts	classes	or	the	use	of	arts	integration,	learning	about	
the	world	through	the	arts	hold	great	potential.		Beyond	Enrichment	by	Jane	Remer	
highlights	the	ways	in	which	arts	integration	is	an	incredibly	powerful	tool	for	enhanced	
learning.		Remer	explains	that,	“…students	will	acquire	and	internalize	knowledge,	skills,	
and	attitudes	better	when	the	arts	are	included	in	the	process	of	learning,”	(Remer	
1996,	338-339).		Additionally,	a	report	by	The	Kennedy	Center	in	Washington	D.C.	
explains	that	learning	through	arts	integration	offers	a	higher	level	of	learning,	as	
students	are	dually	engaged	in	both	the	art	form	and	the	curricular	content	(Silverstein	
and	Lynn	2015).		While	many	studies	have	made	compelling	arguments	as	to	how	
beneficial	the	arts	are	in	primary	and	secondary	learning,	fewer	conversations	are	taking	
place	on	how	the	arts	in	higher	education	continue	to	promote	healthier	and	more	
advanced	learning.			
The	practice	of	arts	integration,	which	brings	the	arts	into	an	academic	
curriculum	as	a	tool	for	comprehensive	learning,	seems	to	only	exist	in	primary	and	
secondary	education.		In	higher	education	the	arts	are	experienced	in	one	of	two	ways:		
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either	through	liberal	arts	curricula	that	require	students	to	take	an	elective	course	in	
art,	dance,	or	music,	or	by	studying	one	of	these	arts	subjects	as	a	major	area	of	study.		
While	the	liberal	arts	approach	does	provide	students	with	art	as	a	part	of	their	
education,	it	doesn’t	necessarily	integrate	into	a	larger	curriculum	for	more	expansive	
learning.		An	arts	major,	however,	is	generally	designed	in	such	a	way	that	students	are	
studying	related	material	from	a	technical,	creative,	and	academic	viewpoint.		The	arts	
major	curriculum	makes	the	art	subject	the	focus	while	approaching	it	from	a	varied	
curriculum	and	diverse	viewpoints,	which	is	necessary	for	higher	learning.		While	the	
format	of	an	arts	major	doesn’t	exactly	follow	the	traditional	model	of	arts	integration,	
which	intentionally	uses	arts	to	teach	other	academic	subject	areas,	higher	education	
curricula	do	use	the	artistic	field	of	study	as	a	lens	for	learning	and	understanding	the	
industry	from	multiple	angles.		This	more	abstract	approach	to	arts	integration	can	be	
understood	when	looking	at	the	coursework	of	a	typical	dance	major.	Based	on	industry	
knowledge,	a	dance	student	is	required	to	take	a	series	of	dance	technique	courses	
along	with	dance	academic	courses.		These	courses	relate	to	the	industry	in	some	way	
and	work	together	to	make	the	student	knowledgeable	about	their	craft	from	every	
angle.		Examples	of	dance	academic	courses	are	Dance	History,	Dance	and	Society,	
Anatomy	and	Kinesiology,	Music	for	Dancers,	and	the	Business	of	Dance,	to	name	a	few.		
Just	from	the	titles	it	is	clear	that	these	classes	span	across	subjects	including	History,	
Sociology,	Biology,	Music,	and	Business.		While	the	content	of	each	class	is	rooted	in	
relation	to	dance,	the	overarching	lessons,	and	sometimes	specific	academic	content,	of	
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the	academic	subject	are	still	being	taught.		The	curriculum	uses	dance	as	a	lens	to	teach	
dancers	about	a	variety	of	subjects.		
To	break	it	down	even	further,	Anatomy	and	Kinesiology	is	a	course	that	studies	
traditional	biological	anatomy	as	well	as	the	study	of	movement	(kinesiology).		The	
coursework	requires	dancers	to	learn	the	systems	of	the	body,	the	bones,	muscles,	and	
tendons,	and	how	they	work	together	to	support	your	dancing.		The	scientific	content	is	
taught	in	relation	to	the	art	form.		These	classes	usually	encompass	some	physical	
component	where	you	may	stand	up	and	dance	out	a	phrase	while	audibly	explaining	
which	bones	are	moving;	or,	you	may	be	asked	on	an	exam	to	describe	the	biological	
processes	taking	place	when	a	dancer	performs	a	specific	movement.		Another	example	
could	be	that	the	professor	will	state	an	injury	and	the	student	needs	to	account	for	
how	it	could	have	happened	and	what	other	parts	of	the	body	can	be	affected	by	it.		The	
student	is	expected	to	learn	both	the	scientific	content	and	its	relation	to	the	art	form.	
By	using	the	physical	movement	of	the	body	and	the	framework	of	dance,	students	are	
using	arts	integration	to	learn	anatomy.			
There	has	been	recent	conversation	in	American	education	about	the	need	for	
students	to	learn	21st	Century	Skills.		The	primary	skills	attributed	to	this	skillset	are	the	
“4	C’s”:	Critical	Thinking,	Creative	Thinking,	Communication,	and	Collaboration	
(Thoughtful	Learning	2016)	and	are	widely	regarded	as	today’s	keys	to	success.		While	
the	language	surrounding	21st	Century	Skills	doesn’t	directly	link	to	an	arts	integration-
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based	education,	there	are	many	overlaps	in	ideology	that	can	be	used	to	further	
highlight	the	power	of	an	arts	education.				
For	the	purpose	of	this	paper,	I	will	explore	the	major	approach	to	arts	studies	
within	higher	education	and	look	specifically	at	the	dance	major.		More	precisely,	I	will	
investigate	the	power	of	a	dance	education	within	the	college	and	university	system	to	
look	at	what	skills	are	acquired	through	the	curriculum.			
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RESEARCH	QUESTION	
	
What	skills	do	students	acquire	through	a	higher	education	major	in	dance	that	
make	them	successful	in	the	professional	realm	of	society,	either	within	or	outside	of	
the	dance	industry?	
	
	
PROBLEM	STATEMENT	
	
Understanding	the	role	that	dance	education	plays	in	molding	university	
students	is	crucial	to	helping	students	realize	their	full	potential.		As	a	professional	in	the	
field	I	have	worked	in	college	admissions	for	nearly	10	years,	representing	three	
different	colleges	with	incredibly	strong	dance	programs.		Throughout	this	time	I	have	
encountered	hundreds	of	inquiries	from	prospective	students	and	their	parents	on	
whether	or	not	graduates	with	a	dance	major	will	become	financially	stable	members	of	
society.		Parents	fear	that	children	will	not	be	able	to	support	themselves	financially	
with	a	degree	in	dance	in	addition	to	the	fear	that	due	to	the	competitive	nature	of	the	
dance	industry	their	child	won’t	get	a	job,	period.	This	question	continues	to	reinforce	
the	idea	that	the	arts	are	not	good	enough	and	will	not	educate	a	student	well	enough	
for	professional	success.		This	stigma	associated	with	studying	the	arts	in	higher	
	
10	
education	is	a	large	reflection	on	the	overarching	emphasis	that	our	country	and	society	
place	on	science,	technology,	engineering,	and	math	(STEM)	subjects.		Through	primary	
and	secondary	school	curriculum	and	funding	designations,	students	and	parents	are	
taught	that	the	only	avenue	for	success	is	through	a	STEM	field	of	study	and	that	the	
arts	are	only	meant	for	elective	study	or	to	be	enjoyed	as	a	hobby.		Despite	the	research	
proving	that	studying	the	arts	and	arts	integration	are	incredibly	successful	models	of	
education,	many	individuals	still	believe	their	child	will	be	at	a	professional	disadvantage	
by	following	his	or	her	artistic	dreams.			
This	study	seeks	to	prove	that	similar	to	arts	integration	theory,	studying	dance	
in	college	is	an	effective	avenue	for	students	in	higher	education	and	will	enable	them	to	
achieve	personal	success.		Arts	integration	has	been	attributed	to	helping	young	
learners	excel	in	multiple	areas	of	education,	and	through	this	study	I	seek	to	prove	that	
continuing	the	practice	of	arts	integration	in	higher	education	allows	for	similarly	varied	
professional	success.		The	largely	assumed	belief	that	dancers	will	always	be	struggling	
artists	imposes	the	idea	that	studying	dance	alone	is	not	enough.		Student	dancers,	who	
are	often	regarded	as	natural	overachievers	by	their	faculty	and	peers,	often	feel	an	
obligation	to	tack	on	a	second	major	or	minor	in	order	to	include	advanced	studies	in	
subjects	such	as	business,	finance,	communications,	English,	etc.,	despite	the	fact	that	
their	clock	hours	in	the	dance	studio,	working	to	master	their	craft,	already	exceed	the	
classroom	clock	hours	of	most	non-dance	students	(Rizzuto	2013).		The	research	
question	proposed	in	this	paper	will	work	to	discover,	in	part,	whether	the	dancers	in	a	
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liberal	arts	education	need	a	second	area	of	study,	or	if	the	dance	major	itself	can	fully	
prepare	a	student	for	professional	success.			
Prior	to	this	paper,	this	information	had	not	yet	been	researched	and	therefore	
the	stigma	cannot	be	broken.		While	individual	schools	and	departments	boast	claims	
and	anecdotal	success	stories	about	how	and	why	their	curriculum	helps	prepare	
students	for	the	real	world,	there	is	no	factual	research	to	demonstrate	how	dance	in	
higher	education	prepares	students	for	personal	success.		For	the	purposes	of	this	
research	success	is	defined	as	utilizing	the	skills	learned	through	studying	dance	in	
higher	education	to	support	oneself	financially.		I	am	also	interested	in	how	these	skills	
help	support	individuals	and	society	in	their	creative	and	social	identities	as	well,	but	
that	will	be	a	suggestion	for	further	research.		This	paper	will	work	to	provide	evidence	
that	will	help	change	the	stigma	associated	with	studying	the	performing	arts	in	higher	
education.		The	research	will	explore	specifically	what	skills	are	gained	by	studying	
dance	in	higher	education	and	how	those	skills	are	transferable	outside	of	the	university	
setting.			
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METHODS	
	
For	this	research	I	utilized	surveys	in	order	reach	alumni	of	university	dance	
departments.		The	survey	was	designed	to	yield	both	quantitative	and	qualitative	results	
and	was	distributed	via	social	media	within	my	own	network.		The	survey	was	
distributed	to	an	audience	of	51	people	and	of	that	20	participated.	Participants	had	the	
option	to	opt-in	so	long	as	they	studied	dance	in	college.		Through	the	survey	I	sought	
out	to	gain	insight	on	what	the	user	experience	is	like	while	immersed	in	a	college	dance	
program,	as	well	as	what	experiences	the	individual	has	had	since	graduation	and	how	
prepared	they	were.	The	nature	of	the	survey,	which	includes	qualitative	and	
quantitative	questions,	allows	me	to	gather	information	that	can	truly	demonstrate	the	
validity	of	a	dance	major.		I	looked	at	specific	skill	sets	in	the	following	categories:	
technical	dance	skills;	creative	skills;	business	and	leadership	skills;	interpersonal	skills,	
and	communication	skills.	This	type	of	qualitative	interview	aligns	most	closely	with	
Rubin	and	Rubin’s	description	of	Evaluative	Research	in	Qualitative	Interviewing:	The	Art	
of	Hearing	Data.		This	type	of	research	is	used	to	"discover	if	programs	and	policies	are	
working,	for	whom	they	are	working,	and	what	could	be	improved"	(Rubin	and	Rubin	
1995,	11).		While	my	survey	did	not	directly	ask	about	improvements	that	can	be	made,	
the	results	have	the	ability	to	inform	a	program	on	what	works	and	what	doesn’t	work	
in	preparing	students	for	career	success.			
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In	seeking	to	better	understanding	what	skills	are	acquired	through	dance	within	
universities,	and	how	that	learning	translates	to	career	readiness,	this	survey	asked	
participants	to	report	on	their	experiences	while	in	a	dance	major	program,	such	as	the	
types	of	courses	they	took	and	if	they	had	any	professional	opportunities	as	an	
undergraduate,	as	well	as	career	experiences	upon	graduation	and	thereafter,	both	in	
and	outside	of	the	dance	industry.	The	survey	then	asked	participants	to	self-identify	
whether	or	not	their	dance	education	adequately	prepared	them	for	their	professional	
work	and	which	skillsets	they	feel	most	confident	using	in	their	work.		A	combination	of	
multiple	choice	and	open-ended	questions	were	used	to	better	inform	the	research	and	
allow	for	the	user	to	fully	share	their	personal	experience.		
	
ANTICIPATED	FINDINGS	
	
I	expect	to	find	that	the	benefits	of	studying	dance	in	higher	education	are	
abundant	and	that	young	adults	are	well	prepared	for	success	in	their	professional	
exploits.		While	all	careers	might	not	be	in	dance	performance,	I	expect	that	many	are	in	
related	fields	such	as	dance	pedagogy,	choreography,	arts	administration,	or	
production.		I	believe	that	dancers	are	among	the	most	versatile,	determined,	and	
passionate	group	of	college	graduates	and	that	the	skills	they	learn	in	dance	are	easily	
translatable	to	any	field	they	choose	to	pursue	professionally.		
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LIMITATIONS	OF	THE	STUDY	
	
This	study	will	be	limited	in	its	findings	due	to	constraints	on	time	and	resources.		
This	study	will	not	analyze	the	benefits	of	taking	dance	elective	classes	or	dance	minors,	
and	will	focus	solely	on	the	dance	major.		This	study	will	not	reflect	the	entire	
performing	arts	or	visual	arts	fields.		While	the	themes	and	findings	may	be	similar	to	
that	of	theater,	music,	or	visual	arts,	the	specific	analysis	of	curriculum	and	focus	of	the	
research	will	be	on	dance.		It	would	be	wonderful	if	this	research	could	serve	as	a	model	
for	other	arts	programs	to	help	raise	the	status	of	all	arts	majors	in	higher	education	and	
garner	greater	acceptance	from	society.		
The	research	I	conducted	is	limited	to	only	20	participants	from	across	four	
different	university	programs.		This	research	represents	only	a	sample	of	dance	major	
graduates	and	serves	as	a	foundation	for	a	larger	study	to	be	completed.		Due	to	the	
small	number	of	participants	and	schools,	the	data	may	be	affected	or	limited,	and	
therefore	this	sampling	should	not	be	considered	as	representative	of	every	dance	
major.		Additionally,	I	believe	that	an	education	in	dance	leads	to	success	in	other	
realms	of	society	as	well,	such	as	one’s	cultural,	social,	and	creative	experiences.		The	
research	conducted,	combined	with	my	own	experiences	in	the	field	leads	me	to	believe	
that	dancers	are	essential	participants	in	the	cultural	and	social	realms	of	society.		
Dancers	have	the	potential	to	elevate	society’s	appreciation	of	arts	and	culture	and	have	
the	capacity	to	live	life	filled	with	art,	culture,	and	adventure.		I	would	expect	to	find	
that	dancers	are	highly	involved	in	their	social	circles,	regularly	acting	as	group	leaders	
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bringing	people	together.			With	more	time	and	resources	I	would	continue	my	research	
to	study	how	dance	graduates	experience	success	in	all	aspects	of	society,	not	only	in	
their	professional	endeavors.		
	
LITERATURE	REVIEW	
	
Arts	Integration	/	Dance	Education	
	
The	current	literature	on	arts	integration	and	the	value	of	including	dance	in	
education	is	compelling.		Many	experts	in	the	field	have	taken	to	writing	about	their	
experiences,	in	both	formal	and	informal	practices.		One	of	the	strongest	voices	in	the	
field	is	that	of	Jane	Remer.		Remer	has	spent	her	career	working	in	education,	policy,	
and	non-profit	development	for	the	purpose	of	voicing	her	belief	that	arts	and	arts	in	
education	should	be	made	available	to	all.		In	her	book	Beyond	Enrichment:	Building	
Effective	Arts	Partnerships	with	Schools	and	Your	Community,	Remer	gives	an	in-depth	
review	of	how	schools	and	arts	organization	can	work	together	to	become	champions	of	
their	own	community	to	help	advance	the	arts	offerings	within	their	local	schools	
(Remer	1996).			
Remer	explains	the	need	for	arts	to	be	used	as	a	tool	to	help	students	integrate	
their	learning	in	order	to	achieve	discovery	and	comprehension	of	how	interconnected	
our	world	is.		“I	suggest	that	the	arts,	with	all	the	elegance	that	they	provide,	have	a	
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profoundly	essential	function	to	perform	in	the	nation’s	colleges	and	schools	by	helping	
our	children	and	our	young	people	to	see	connections,	to	have	some	sense	of	coherence	
in	a	fragmented	and	disjointed	world	in	which	we	are	preoccupied	with	the	parts	but	
never	see	the	whole,”	she	writes	(Remer	1996,	23).		This	statement	so	beautifully	sums	
up	the	responsibility	of	arts	integration	and	demonstrates	the	need	for	arts	to	serve	as	a	
crucial	component	of	human	development.			
This	concept	is	further	demonstrated	in	a	recent	study	looking	at	how	the	arts	
can	help	to	revitalize	Pennsylvania’s	social	landscape	and	economy.			Published	in	the	
Arts	Education	Policy	Review,	Revitalizing	Pennsylvania	through	Creativity:	Dance	in	
Education	looks	at	the	“creative	class”	of	young	professionals	who	seek	a	living	habitat	
that	provides	social,	cultural,	and	economic	stimuli,	as	opposed	to	more	traditional	
communities	(Giguere	2005).		This	desire	for	a	more	diverse	landscape	has	led	to	a	mass	
exodus	of	young	college	graduates	out	of	the	state	of	Pennsylvania	and	into	more	
modern	cities	with	bustling	arts	and	culture	scenes.		This	population	of	young	people	is	
in	great	demand	as	they	are	seen	as	creative	knowledge	workers,	being	able	to	tap	into	
both	their	creative	and	analytical	skills	and	passions.		Studies	have	shown	that	
communities	with	rich	arts	and	culture	offerings	are	more	attractive	to	the	creative	class	
and	that	economies	are	booming	where	creative	arts	industries	are	prominent.		This	
demonstrates	that	people	with	creative	skills,	like	dancers,	not	only	have	the	ability	to	
support	themselves,	but	also	that	their	contributions	to	the	fabric	of	their	community	
stimulates	the	local	economy,	while	also	attracting	other	young	professionals.		
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Realizing	that	the	young	creative	class	has	an	education	in	the	arts,	this	article	
argues	that	an	investment	in	arts	in	public	schools,	specifically	through	dance,	can	help	
enrich	Pennsylvania’s	cultural	climate	and	help	to	create	more	local	knowledge	workers.		
The	author,	Miriam	Giguere,	emphasizes	many	of	the	outputs	of	studying	dance	in	
school,	such	as	self-empowerment,	expression,	physical	and	tactile	learning,	and	the	
potential	for	integrating	with	other	subjects	such	as	history,	visual	arts,	and	music.	
Giguere	fully	believes	that	this	investment	in	arts	education	can	stimulate	
Pennsylvania’s	economy	by	repositioning	its	cities	to	be	among	those	most	attractive	to	
creative	thinkers.			More	broadly,	this	article	argues	that	arts	education	can	have	the	
long-term	potential	to	revitalize	the	state’s	economy,	demonstrating	the	vast	and	
formidable	power	of	the	arts.		The	arts	have	proven	time	and	again	to	be	a	leading	force	
for	economic	stimuli,	making	cities	more	attractive	to	young	professionals,	families,	and	
fellow	artists.			
	
Dance	in	Higher	Education	
	
	 To	truly	understand	the	state	of	today’s	dance	major,	we	must	first	understand	
how	dance	came	to	be	a	major	area	of	study	within	higher	education.		Janice	Ross	offers	
this	review	in	her	article	entitled,	Where	They	Danced:	Patrons,	Institutions,	Spaces:	
Institutional	Forces	and	the	Shaping	of	Dance	in	the	American	University	(2002).		This	
article	provides	a	history	of	the	first	modern	dance	program	in	an	American	college	and	
an	analysis	of	what	purposes	that	program	served.		In	1917	Blanche	Trilling	and	
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Margaret	H’Doubler,	two	women	from	the	University	of	Wisconsin-Madison’s	physical	
education	department,	set	out	to	create	a	study	of	dance	for	women	in	university.		The	
program	had	many	multi-faceted	goals,	faced	tremendous	opposition,	and	had	to	be	
strategically	conceived	in	order	to	gain	approval.		In	the	eyes	of	the	larger	
administration,	the	dance	program	was	a	way	to	create,	“healthy,	vigorous,	and	yet	
feminine	young	women,”	(Ross	2002,	117).	Dance	was	seen	by	the	administration,	and	
the	masses,	more	as	a	type	of	physical	exercise	rather	than	an	art	form	or	means	of	
creative	expression;	Trilling	and	H’Doubler	used	that	rationale	to	gain	approval	and	
initiate	the	program.		However,	they	knew	that	dance	had	greater	potential	than	just	
physical	exercise	and	were	soon	seeing	the	additional	outcomes	of	self-expression	and	
artistry	come	to	fruition	as	the	program	developed:	
Some	of	the	challenges	dance	addressed	explicitly	at	the	outset,	such	as	the	
bolstering	and	affirming	of	women’s	physical	strength	and	well-being	and	the	
possibility	for	being	both	feminine	and	physical,	were	to	fade	rapidly	as	primary	
concerns.	In	contrast,	others	that	were	initially	more	recondite	became	
prominent,	such	as	developing	dance’s	capacity	to	be	a	medium	for	bold	social	
statement,	enacted	primarily	on	the	female	body,	and	the	capacity	of	dance	to	
model	skills	for	critical	problem-solving	and	creative	insight	(Ross	2002,	118).		
	
Ross’s	commentary	speaks	volumes	to	the	current	ideologies	on	dance	education.		
Dance	is	a	means	of	self-expression,	a	way	of	communicating	with	others,	of	
understanding	the	world	around	you,	and	increasing	your	self-confidence.		This	is	
further	acknowledged	in	the	article	when	Ross	explains	that,	even	in	the	present	day,	
dance	in	a	college	curriculum	is	usually	positioned	as	supporting	and	enhancing	some	
other	collegiate	objectives	such	as	physical	fitness,	community-building,	or	personal	
development,	rather	than	standing	on	its	own	as	a	legitimate	field	of	study	(Ross	2002,	
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118).		She	stresses	that	the	arts	and	their	benefits	are	still	sees	as	secondary,	not	
central,	components	of	academic	curriculum.		While	we	have	certainly	come	along	way	
since	Trilling	and	H’Doubler,	the	stigma	of	dance	being	a	lesser	subject	is	still	very	
present.			
Additional	historical	dance	education	information	can	be	found	in	Alma	Hawkins’	
book,	Modern	Dance	in	Higher	Education,	analyzing	how	modern	dance	was	successfully	
incorporated	into	higher	education	in	the	1950s	(1954).		Since	this	research	is	from	the	
mid-twentieth	century	it	is	important	to	note	that	it	serves	to	establish	the	earlier	
groundwork	laid	for	dance	in	higher	education	and	not	how	the	curriculum	is	developed	
today.		Hawkins	sought	to	establish	a	systematic	concept	of	modern	dance	as	education,	
prove	that	dance	can	contribute	to	learning	goals,	and	discover	what	principles	of	
teaching	should	be	used.		This	is	partly	an	historical	study,	as	Hawkins	reviews	the	
development	of	modern	dance	in	education	within	the	early	1900s.		She	studies	several	
large	areas	of	dance	education	including:	the	purpose	of	higher	education,	the	role	of	
the	body	and	movement,	self-expression,	interpersonal	relations,	and	forward	thinking.		
Each	of	these	concepts	are	still	be	explored	by	educators	today,	demonstrating	how	
Hawkins	added	to	the	discourse	of	dance	in	higher	education.		While	many	of	these	
concepts	have	advanced	greatly	in	the	past	60	years,	many	programs	are	still	struggling	
to	offer	comprehensive	curricula	that	fully	engage	students.			
A	more	current	review	of	dance	in	education	looks	at	how	verbal	instructions	are	
given	and	received	in	the	studio.		In	a	craft	that	is	so	physically	embodied	and	observed,	
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it	is	important	to	examine	how	the	material	is	taught	and	understood	aside	from	the	
physical	teachings.		Verbal	instruction	is	not	only	used	as	a	way	of	teaching	the	
movement,	but	dancers	experience	a	higher	level	of	thinking	as	a	result	of	this	
education	style	(de	Kuijper	2013).	Jacqueline	de	Kuijper	argues	that	dance	education	
within	a	university	setting	is	a	progressive	education,	requiring	cross-disciplinary	
analytical	approaches	and	heightened	self-awareness.		Based	partially	on	her	own	
experiences	studying	dance,	de	Kuijper	analyzes	dance	training	versus	education	and	
the	role	of	verbal	engagement	in	each	as	well	as	the	role	of	the	learner.		De	Kuijper’s	
thorough	review	of	this	topic	is	highly	investigated,	but	not	deeply	researched.		Much	of	
her	analysis	and	review	are	based	on	her	own	experiences,	observations,	and	
assumptions.		This	comparison	of	dance	education	as	a	physical	and	verbal	system	of	
learning	can	be	further	researched	as	an	advancement	to	the	field.			
	 One	way	that	we	have	progressed	the	dance	major	in	recent	years	is	through	the	
use	of	partnerships	with	renowned	dance	companies	and/or	choreographers.		One	case	
study	looks	at	the	long-term	viability	of	such	partnerships,	providing	an	analytical	review	
of	Kennesaw	State	University’s	partnerships	with	Atlanta	Ballet,	Cobb	Energy	Center,	
and	GloATL.		This	qualitative	case	study	consisted	of	interviews,	focus	groups,	
observations,	and	document	analysis	by	Ivan	Pulinkala,	an	associate	professor	of	dance	
at	KSU.		The	major	findings	of	this	research	indicated	that	in	order	for	a	partnership	to	
be	worthwhile	it	has	to	be	mutually	beneficial.		There	were	several	challenges	noted	in	
such	partnerships	including	difficulty	in	coming	to	an	agreed	understanding	on	the	
expectations	of	the	partnership,	relationship	maintenance,	and	more	hands-on	
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difficulties	like	having	students	and	professionals	in	the	studio	together.	Pulinkala	offers	
recommendations	to	better	support	such	partnerships	including	an	orientation	
specifically	focusing	on	the	partnership	and	what	it	means	to	dance	with	professionals	
and	a	peer-mentoring	program,	among	others.		This	research	will	prove	very	beneficial	
as	the	popularity	of	professional	partnerships	increases	among	college	dance	programs,	
thus	affecting	the	experiences	of	student	dancers.		These	experiences,	specifically	the	
opportunity	be	in	such	proximity	to	professional	dancers	inevitably	lends	itself	to	the	
quality	of	the	education	received.			
Additional	suggestions	for	advancement	of	the	dance	major	come	from	the	
Digital	Dance	Literacy	project,	created	in	2008.		The	mission	of	the	Digital	Dance	Literacy	
project	was	to	integrate	sophisticated	technology	into	pre-existing	dance	curricula.		The	
technology	components	were	not	only	introduced	as	material	to	teach,	but	as	tools	for	
student	use	within	several	dance	classes	as	a	way	to	enhance	their	learning,	creative	
process,	and	outcomes.		As	explained	by	Risner	and	Anderson,	“What	we	have	
attempted	to	do	is	to	give	students	the	technology	tools	to	enhance	what	they	are	
already	doing,	and	to	use	technology,	not	as	an	end,	in	and	of	itself,	but	as	a	creative,	
expressive	and	communicative	tool	within	existing	coursework	and	requirements,”	
(2008,	123).		This	project	was	created	as	Risner	and	Anderson	saw	a	need	for	dancers	to	
be	familiar	with	technological	tools	and	methods	as	the	dance	field	becomes	more	inter-
disciplinary.		Risner	and	Anderson	discuss	the	post-modern	dance	scene	in	America	and	
the	growing	evidence	that	movement	alone	is	no	longer	enough;	today’s	artists	are	
creating	multi-disciplinary	performance	pieces,	utilizing	web-based	platforms	to	share	
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their	art,	designing	their	own	websites,	and	collaborating	with	artists	and	patrons	across	
the	world.		The	need	for	dancers	to	be	not	only	technologically	literate,	but	more	so	
technologically	advanced	is	here	and	Risner	and	Anderson	recognize	that	it	is	the	role	of	
the	dance	department	to	keep	up	with	the	demands	and	trends	of	the	industry.		In	the	
Digital	Dance	Literacy	Project	dancers	learn	skills	for	sound	design	and	application,	video	
production	and	editing,	press	and	media-related	design,	technology-mediated	
choreography,	and	website	production.	The	early	findings	documented	that	students	
not	only	found	these	skills	useful	for	career	preparations,	but	also	that	the	ability	to	
review	their	choreography	and	dancing	from	different	perspectives	(literally	and	
figuratively)	enhanced	their	technical	and	creative	talents.		This	study	truly	captures	the	
direction	of	post-modern	dance	education	in	America	and	capitalizes	on	the	ability	to	
integrate	technology	with	the	arts.			
	 The	need	for	dance	to	keep	up	with	technology	brings	forward	the	importance	of	
regular	curriculum	review.		A	recent	article	in	the	Journal	for	International	Education	
Studies	offers	a	more	general	and	broad	look	at	curriculum	development	within	higher	
education.		The	authors	stress	the	need	for	institutions	to	go	through	curriculum	review	
and	redesign	on	a	somewhat	regular	basis	to	ensure	that	their	approach	is	as	effective	
to	the	student	population	as	possible.		What	was	of	most	interest	is	how	the	authors,	
Khan	and	Law,	stress	the	need	for	an	integrative	curriculum	that	will	enable	students	to	
keep	up	with	the	demands	of	our	global	marketplace	and	culture.		Khan	and	Law	
exclaim,	“Since,	quality	education	is	not	only	about	building	certain	pre-determined	
skills,	but	it	is	also	about	the	realization	of	one's	full	potential	and	the	ability	to	use	
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those	skills	for	the	greater	good	of	self	and	others,	the	task	of	curriculum	development	
demands	a	comprehensive	approach,”	(2015,	68).		They	go	on	to	explain	the	difference	
between	a	core-curriculum	versus	co-curricular	approach	to	education,	where	the	latter	
iteration	includes	themes	of	sports,	music,	dance,	and	culture	to	make	for	a	more	
inclusive	approach.			
In	the	core-curriculum,	which	many	institutions	employ	through	the	required	
major	selection,	students	experience	a	curriculum	that	is	more	focused	on	one	
particular	discipline.		While	arguments	exist	for	the	benefits	of	each	of	these	approaches	
on	their	own,	Khan	and	Law	argue	that	a	combination	of	the	core-	and	co-curricular	
elements	is	actually	the	best	approach;	when	combined,	students	will	have	a	well-
balanced	set	of	skills	and	greater	comprehension	allowing	them	to	achieve	success	in	
the	intellectual-professional	market.	While	this	article	looks	at	higher	education	
curriculum	from	a	more	broad	sense,	the	theories	and	approaches	are	highly	applicable	
to	designing	a	dance	major	or	for	considering	an	integrated	approach	to	arts	and	
education.			
	 Another	viewpoint	on	the	status	of	dance	in	higher	education	claims	that	the	
National	Standards	for	Dance	Education,	currently	prescribed	for	K-12	learning,	should	
be	applied	to	and	formally	taught	in	the	curriculum	for	higher	education	(Kerr-Berry	
2005).		While	most	dancers	do	not	major	in	college	with	the	goal	of	becoming	a	dance	
teacher,	it	often	ends	up	the	reality	that	dancers	will	teach	at	some	point	in	their	career	
either	out	of	financial	need	or	company	requirement.		This	study	argues	that	we	should	
	
24	
use	the	same	methodologies	from	K-12	dance	education	in	university	programs	so	that	
these	dancers	are	familiar	with	the	standards	and	are	therefore	prepared	to	enter	the	
dance	education	workforce	(Kerr-Berry,	2005).		This	would	also	serve	as	an	investment	
in	the	quality	of	dance	education	that	our	young	students	receive	since	those	who	
would	be	coming	in	as	teachers	or	teaching	artists	would	be	thoroughly	trained.			
	 The	use	of	play	within	the	dance	curriculum	has	also	been	studied	and	argued	
for	in	recent	literature.		This	paper	explains	how	the	use	and	encouragement	of	play	
often	dies	out	in	adulthood,	but	that	its	power	for	investigation	of	creativity,	among	
other	things,	is	equally	as	powerful	in	adults.		Play	is	defined	as	“imagination	in	action”	
and	has	the	ability	to	foster	creativity,	lighten	an	attitude,	and	offer	opportunities	for	
discovery	(Hori	2013).		Another	contemporary	viewpoint	on	dance	curriculum	argues	
that	commercial	dance	is	just	as	viable	of	a	dance	curriculum	as	concert	dance	is.		The	
study	claims	that	dance	education	must	include	elements	of	commercial	dance	in	order	
to	best	prepare	its	students	for	the	industry	at	large	(Vincent	2015).		Commercial	dance	
can	prepare	dancers	for	work	in	music	videos,	commercials,	and	work	in	television	and	
film.		As	the	genre	of	commercial	dance,	which	is	rooted	in	hip-hop	and	contemporary	
dance,	continues	to	grow,	universities	would	be	wise	to	include	both	technical	and	
practical	classes	on	working	in	this	industry.		The	popularity	of	commercial	dance	is	
reflected	by	its	growing	presence	in	society	and	dancers	must	have	these	skills	in	their	
arsenal	in	order	to	remain	competitive	for	jobs.			
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	 Perhaps	one	of	the	most	idealistic	studies	of	dance	in	higher	education	is	the	
Dance	2050	Vision	Document	from	the	National	Dance	Education	Organization.		This	
paper	presents	the	research	and	think	tank	initiatives	of	30	contributors	who	set	out	to	
predict	what	dance	in	higher	education	would	look	like	in	the	year	2050.		They	utilized	
current	policies,	changes	in	educational	trends,	and	the	current	set	of	educational	
values	and	beliefs	to	determine	what	direction	the	college	dance	department	will	grow	
into	over	the	next	20-30	years.		The	report,	the	2050	Vision	Document,	serves	as	a	
theoretical	guide	and	framework	for	all	dance	department	faculty,	leaders,	and	
administrators	enabling	those	working	in	higher	education	dance	departments	to	be	
leaders	and	shapers	in	the	field.		What	is	even	more	interesting	is	that	they	report	their	
findings	in	a	non-traditional	method.		They	have	written	the	document	in	the	present	
tense,	as	though	they	are	actually	living	in	and	reporting	on	the	future	that	they	
envision.		“This	verb	tense	can	help	the	reader	“try	on”	how	it	feels	to	imagine	these	
changes,	as	well	as	strongly	highlight	the	need	for	concrete	stages	and	steps	to	get	from	
now	to	then,	knowing,	of	course,	that	the	vision	may	change	in	the	getting	there,”	
(Dance	2050	Vision	Document	2016,	8).			
The	Vision	Document	outlines	eight	primary	themes	describing	how	dance	
education	will	look	in	2050.		One	of	the	biggest	shifts	deals	with	academia	taking	on	a	
greater	desire	for	a	more	integrated	curriculum	across	all	disciplines,	while	recognizing	
the	importance	of	movement	and	expression	in	higher	learning.		In	their	future,	dance	is	
viewed	with	the	same	importance	as	science	departments	and	sports	teams,	enabling	
the	departments	to	have	well-kept	facilities	and	new	materials	through	generous	
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budgets.		Dance	becomes	an	essential	part	of	education	for	all	students,	and,	through	
participation	in	projects	that	include	dance	and	cross	discipline	study,	students	across	
various	majors	vouch	for	the	power	of	dance	to	inform	and	enhance	all	aspects	of	life	
(Dance	2050	Vision	Document	2016,	12).		This	drastic	shift	in	perception	of	dance	will	
inevitably	help	create	a	shift	in	greater	society’s	perception,	as	well,	bringing	dance	
education	on	par	with	non-arts	subjects.		
	
Dance	Careers	
	
To	truly	understand	the	needs	of	a	dance	curriculum	we	must	also	look	at	the	
career	opportunities	within	the	world	of	professional	dance.		While	many	BFA	in	Dance	
programs	boast	that	their	graduates	get	jobs	dancing	professionally,	alumni	records	
show	that	many	dancers	also	take	on	careers	in	dance	education,	choreography,	dance	
therapy,	production,	arts	administration,	and	arts	advocacy,	as	noted	in	the	research	
below.		Many	dancers	embark	on	careers	outside	of	the	dance	world,	as	well,	further	
demonstrating	that	dancers	are	well	prepared	for	a	vast	array	of	professional	
endeavors.			
Researchers	at	the	Five	College	Dance	Department	conducted	one	of	the	
foremost	studies	on	the	outcomes	of	undergraduate	dance	majors.		This	economic	
analysis	looks	at	dancers	earnings	in	1998	among	graduates	of	the	Five	College	Dance	
Department	(dance	departments	of	Amherst,	Hampshire,	Mount	Holyoke,	and	Smith	
Colleges,	and	the	University	of	Massachusetts-Amherst).			The	study	finds	correlations	
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between	age,	prior	dance	experience,	and	graduate	study	to	be	major	factors	in	the	
earnings	of	those	pursuing	careers	in	dance.		The	study	also	looks	at	variations	of	dance	
major	graduates	who	are	dancing	and	have	supplemental	income	from	non-dance	jobs,	
dancers	who	are	only	working	in	the	dance	field,	and	those	who	do	not	work	in	the	
dance	field	at	all.	The	findings	tell	us,	interestingly,	that	those	who	commit	to	working	
fully	in	the	dance	field	(dancing,	choreographing,	teaching,	or	as	an	administrator)	earn	
more	than	those	who	dance	and	have	a	part-time	job	in	the	non-dance	world.		The	
findings	also	indicate	that	dancers	who	receive	an	MFA	in	dance	are	more	likely	to	be	
working	as	a	dancer	and	report	higher	earnings.		Of	those	graduates	who	are	working	in	
the	field	42%	are	dancing,	62%	are	teaching,	29%	are	choreographing,	and	18%	work	in	
arts	administration.		There	is	overlap	amongst	these	fields	by	dancers	working	more	
than	one	job	as	many	dancers	report	holding	multiple	jobs	in	the	industry.		It	is	
particularly	interesting	that	the	findings	state	that	dancers	who	only	work	in	dance	earn	
more	than	those	who	supplement	their	income	with	additional	work.	It	is	commonly	
believed	by	young	dancers	in	the	field	today,	as	well	as	their	families,	that	they	will	need	
to	work	extra	jobs	outside	of	dance	in	order	to	make	a	living.	
A	more	recent	study	looks	specifically	at	nine	different	BFA	in	dance	programs	
across	the	country	to	assess	how	well	university	dance	programs	are	preparing	students	
for	professional	careers	outside	of	dance	performance.		This	study	looks	at	the	
responsibility	that	universities	have	to	best	prepare	their	students	for	professional	
success.		BFA	programs	that	only	teach	technical	dance	training	in	a	conservatory	style,	
without	any	curriculum	requirements	that	inform	students	of	the	variety	of	dance	
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career	paths	are	not	best	preparing	their	students.		The	research	found	that	certain	
schools	better	prepare	students	for	performance	than	others,	and	other	schools	better	
prepare	students	for	a	more	varied	career	in	the	dance	field.		The	author	explains	that	
these	outcomes	are	a	result	of	the	structural	differences	in	the	curriculum	of	a	given	
program	and	that	the	courses	greatly	influence	how	prepared	a	student	will	be	for	a	
varied	career	upon	graduation		(Rocha	2016).			
One	of	the	unique	aspects	of	a	career	in	professional	dance	is	that	it	cannot	last	
forever.		Dance	puts	incredible	physical	strain	on	the	body,	and	the	average	dance	
career	lasts	10	to	15	years,	if	a	dancer	does	not	encounter	any	serious	injuries.		Thus,	a	
dancer	who	has	spent	their	entire	lives	training	for	one	thing	and	working	in	one	field	
will	find	his/herself	at	a	challenging	transition	when	his/her	time	on	the	stage	comes	to	
an	end.		Since	this	is	such	a	unique	section	of	society,	the	trend	of	dancers	transitioning	
out	of	their	careers	has	been	somewhat	thoroughly	studied.		One	recent	article	from	
The	New	York	Times	looks	at	the	transition	that	a	dancer	goes	through	when	their	
performing	career	comes	to	an	end.		Abby	Aguirre	shares	the	sentiments,	hardships,	and	
necessary	relearning	that	several	dancers	have	to	endure	as	their	bodies	dictate	their	
future.		The	article	features	a	unique	service	called	Career	Transitions	for	Dancers	
(CTFD),	which	provides	services,	coursework,	grants,	and	other	opportunities	to	dancers	
in	transition,	since	so	many	are	lost	when	they	leave	the	stage.		This	epidemic	stems	
largely	from	the	fact	that	many	dancers	are	either	not	educated	or	have	a	bachelor’s	
degree,	likely	a	BFA	in	dance,	but	their	coursework	was	too	limiting	and	conservatory-
style	and	didn’t	outright	prepare	them	for	other	careers	(Aguirre	2007).			
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CTFD	aims	to	help	a	dancer	identify	and	monopolize	on	the	skills	they	already	
have,	but	may	not	be	able	to	recognize	in	themselves.	These	often	include	discipline,	
reliability,	focus,	creativity,	perseverance,	resilience,	perfectionism,	presentation,	
willingness	to	take	direction,	and	ability	to	work	well	with	others.		CTFD	has	had	much	
success	in	helping	to	guide	dancers	towards	new	careers,	coming	so	far	as	to	even	help	
some	start	and	run	their	own	businesses.		The	findings	of	another	study	published	in	the	
International	Journal	of	Arts	Management	show	that	most	dancers	over-estimate	the	
length	of	their	dance	career,	and	put	off	transitional	services	until	it	is	too	late	(Joan	and	
Throsby	2006).		Usually	this	happens	when	a	career	ends	abruptly	with	an	injury	and	a	
dancer	is	forced	to	leave	the	field.		However,	it	was	also	reported	that	even	for	dancers	
who	were	more	aware	that	their	career	was	ending,	they	still	failed	to	properly	prepare	
themselves.		The	article	points	out	that	dancers	who	take	the	necessary	steps	towards	
preparedness	yield	a	higher	success	rate	in	their	career	transition.		Steps	toward	
preparedness	include	engaging	in	education,	career	coaching,	networking,	or	learning	of	
new	skills,	among	other	things.			
Another	recent	article	by	Melody	Hansen	in	The	Stranger	offers	an	interesting	
look	at	why	dancers	leave	the	field.		Hansen	explains	that	for	some	dancers	it	has	a	lot	
to	do	with	their	emotional	state,	and	not	only	their	physical	abilities.		Dancers	who	
begin	training	at	such	a	young	age	are	at	high	risk	of	burning	out,	facing	constant	
emotional	stress,	and	ultimately	may	become	resentful	or	bitter	towards	their	chosen	
career	path.		To	avoid	this	negativity,	some	dancers	decide	to	gracefully	bow	out	of	the	
performance	world	before	their	bodies	break	down.		One	dancer	from	Pacific	Northwest	
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Ballet,	Liora	Neuville,	decided	to	sever	her	tenure	with	the	company	after	only	10	years,	
explaining,	“’I	want	to	leave	while	I	still	love	it,	before	my	body	is	broken.’	Backed	by	
college	credits	earned	through	PNB's	Second	Stage	program,	which	offers	the	
opportunity	to	take	courses	while	dancing	full	time,	Neuville	is	ready	for	an	adventure	
on	her	own	terms,”	(Hansen	2014).		Neuville	is	lucky	to	have	danced	for	a	company	with	
an	established	program	to	obtain	college	credits	and	will	be	set	at	an	advantage	above	
her	peers	who	have	only	invested	their	time	in	dance.		However,	the	type	of	credits	
earned	and	the	breadth	of	the	education	will	greatly	influence	the	types	of	skills	she	is	
able	to	acquire	from	these	earned	credits.		Nevertheless,	the	fact	that	Neuville	took	
action	towards	her	transition	in	advance	of	her	exit	from	PNB	positions	her	for	greater	
success,	according	to	CTFD.			
Another	similar	article	on	the	topic	of	transitions	appeared	recently	in	The	
Atlantic.		The	vast	coverage	of	the	topic	in	both	academic	journals	and	news	
publications	demonstrates	the	need	for	dancers	to	have	career	support,	the	fact	that	
the	current	system	is	failing	to	provide	it.		The	journal	article	covers	the	hardships	faced	
by	professional	dancers	as	they	come	to	the	end	of	their	performing	career	and	need	to	
transition	into	another	line	of	work.	The	Atlantic	article,	A	Dancer	Dies	Twice	by	
Maroosha	Muzaffar	covers	acclaimed	ballerina	Wendy	Wheelan’s	very	public	exit	from	
the	stage	two	years	ago	(2014).		Wheelan,	who	danced	with	New	York	City	Ballet	for	30	
years,	faced	the	hardest	role	she	had	yet	to	play:	retired	dancer	due	to	injury.		At	46	
years	of	age	she	was	forced	to	go	through	the	tribulations	of	being	told	that	certain	
roles	didn’t	“suit	her”	anymore	and	then	watch	younger	dancers	take	them.		Despite	the	
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physical	struggles	she	was	facing,	including	a	labral	tear	in	her	hip	as	well	as	a	pinched	
nerve	in	her	foot,	it	was	her	ego	that	was	hurt	the	most.			
For	a	dancer	who	had	risen	to	the	top	of	her	industry	and	stayed	there	for	
decades,	the	demise	of	her	dance	career	felt	more	like	a	death	than	a	retirement,	as	
explained	by	Muzaffar.		For	so	many	dancers,	their	identity	is	so	tightly	woven	with	
being	a	dancer	that	the	reality	of	moving	on	is	overwhelmingly	daunting.		The	
counselors	at	CTFD,	the	only	resource	of	its	kind	for	dancers	in	the	country,	are	trained	
to	help	prevent	mental	breakdowns	and	instead	to	aid	dancers	in	unearthing	their	
hidden	skills:	discipline,	reliability,	focus,	creativity,	adaptability.		In	this	interview,	
Wheelan	points	out	what	so	many	dancers	in	the	United	States	struggle	with,	which	is	
the	fact	that	dancers	are	not	supported	federally	once	they	leave	the	ballet.	This	is	in	
stark	contrast	to	other	industries	such	as	pensions	for	educators	as	well	as	to	other	
countries	in	Europe	where	dancers	are	given	federal	support	after	their	career	on	stage.		
Wheelan	remarks	that	after	30	years	in	her	craft,	she	is	too	young	for	federal	
retirement,	so	she	will,	“have	to	find	a	job	teaching,	find	a	way	to	pay	my	rent.	Find	a	
way	to	get	insurance.	Start	all	over	again	with	making	an	income,”	(Muzaffar	2014).		
	 This	notion	that	the	only	option	is	to	teach	sheds	light	on	a	recently	contested	
topic	within	the	dance	world.		An	opinion	article,	Is	American	Modern	Dance	a	Pyramid	
Scheme?	was	published	by	Dance/USA	last	year	and	highlights	the	notion	that	dance	in	
higher	education	is	producing	an	annual	crop	of	graduates	who	are	ill-equipped	to	earn	
a	living	and	survive	on	a	single	paycheck.		The	only	loophole	to	this	is	if	you	quickly	rise	
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up	in	the	field	and	become	so	well	established	that	you	are	offered	a	full-time	position	
teaching	at	a	university	dance	department.		Gaining	a	sought-after	dancer	or	
choreographer	to	join	your	department,	as	mentioned	in	an	earlier	article,	can	be	
mutually	beneficial	for	the	artist	and	the	university.		The	artist	gains	access	to	free	
studio	space,	guaranteed	choreography	opportunities,	dancers,	and	a	regular	paycheck,	
and	the	university	boasts	the	artist	as	a	draw	for	its	reputation	and	is	used	as	a	
recruitment	tool.			
The	author,	Sarah	Austin,	references	the	fact	that	most	dancers	in	the	field	have	
to	hold	several	jobs,	both	in	and	outside	of	the	dance	field	in	order	to	achieve	financial	
stability.		While	this	is	in	contrast	with	the	Five	Colleges	study,	Austin’s	article	is	rooted	
largely	in	opinion,	whereas	the	previous	study	was	data-driven.		Even	though	Austin’s	
theory	isn’t	produced	by	scientific	study,	she	is	speaking	on	a	largely	observed	
phenomenon	worthy	of	consideration.	Even	for	dancers	who	“make	it”	and	get	a	
contract	with	a	company,	that	work	is	still	essentially	freelance	or	project	–based	work	
that	usually	comes	with	an	end	date.	While	the	headline	is	really	more	for	the	eye-
grabbing	effect	and	less	about	actually	reducing	American	modern	dance	to	a	pyramid	
scheme,	Austin	does	raise	a	serious	point	about	the	lack	of	opportunities	and	funding	
available	for	employment	outside	of	the	university	system.		With	that,	she	claims	that	
while	dancers	are	engaged	in	their	university	dance	major	they	should	be	learning	the	
importance	of	remaining	a	dedicated	audience	member,	to	continue	momentum	among	
arts	participants,	as	younger	generations	become	patrons.		There	are	many	cycles	of	
involvement	referenced	in	the	article,	all	circling	around	the	position	of	higher	
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education	institutions	and	how	they	affect	the	dance	world.		A	university	is	a	wonderful	
place	of	employment	for	a	dancer,	but	if	degrees	in	dance	are	primarily	being	used	back	
at	the	universities	in	which	they	were	earned,	is	the	system	rigged	to	set	dancers	up	for	
failure?	Once	again,	this	sheds	light	on	the	fact	that	dance	and	dance	jobs	are	not	
regularly	placed	at	the	forefront	of	society,	thus	opportunities	for	success	are	limited.		
The	role	of	the	university	is	without	a	doubt	complicated	and	this	paper	will	continue	to	
explore	these	claims	and	concerns.			
	
Literature	Review	Conclusion	
	
The	literature	published	on	the	topic	of	dance	education	in	higher	education	is	
substantial.		The	common	themes	that	have	already	been	explored	include	the	different	
approaches	to	dance	education,	the	benefits	of	arts	education,	and	the	need	for	career	
guidance	within	higher	education.		Since	dance	is	still	a	relatively	new	area	of	study	
within	higher	education,	created	less	than	100	years	ago,	it	is	not	surprising	that	the	
program	contents	are	still	being	discussed,	evaluated,	and	updated.		Additionally,	as	
with	any	art	form,	the	dance	culture	has	changed	drastically	over	the	last	90	years,	since	
the	first	program	was	created,	causing	for	the	curriculum	content	to	shift	and	alter	in	
order	to	keep	up	with	advances	in	both	the	dance	world	and	education	standards.		
Many	great	advances	have	been	made,	but	it	is	always	advised	that	programs	
continually	review	their	practices	and	curriculum	in	order	to	ensure	that	they	are	
providing	the	highest	possible	quality	of	education.			
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In	my	opinion,	the	highest	caliber	of	dance	education	must	include	coursework	
on	and	the	awareness	of	skills	and	abilities	outside	of	the	studio,	enabling	dancers	to	
become	active	participants	within	all	realms	of	society	upon	graduation.		While	many	
programs	are	already	offering	such	services,	and	dancers	are	undoubtedly	already	in	
possession	of	such	abilities,	these	skills	need	to	be	quantified	and	published	in	order	to	
erase	the	stigma	of	the	dance	major	as	being	less	valuable	than	the	more	traditional	
academic	offerings.			
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RESEARCH	FINDINGS	
	
Of	the	20	research	participants,	18	are	female	and	two	are	male.		This	is	
indicative	of	the	larger	gender	construct	among	dancers,	an	industry	that	is	historically	
female-dominated	in	terms	of	number	of	participants.		All	participants	are	between	the	
ages	of	22	and	34	and	have	graduated	from	a	university	or	college	dance	major	
program.		12	respondents	are	Caucasian,	four	are	African	American/Black,	one	is	
Hispanic/Latina,	one	is	Pacific	Islander,	and	two	reported	being	of	two	or	more	races.		
The	four	universities	represented	in	this	study	are	Muhlenberg	College,	Fordham	
University,	University	of	Utah,	and	The	Julliard	School.		Seven	participants	received	a	
Bachelor	of	Fine	Arts	degree,	11	received	a	Bachelor	of	Arts	degree	and	two	of	the	
participants	completed	a	simultaneous	dual	degree	with	a	Bachelor	of	Arts	and	Bachelor	
of	Science	degree.		For	the	purpose	of	this	study	I	will	consider	the	dual	degree	
candidates	to	be	BA	graduates;	35%	of	respondents	have	a	BFA	degree	and	65%	have	a	
BA	degree.		Additionally,	30%	of	the	participants	studied	dance	with	a	second	major	in	
another	subject	area	and	15%	had	a	specific	dance-related	concentration,	such	as	
modern	dance	or	composition.		Because	of	the	small	sample	size,	and	the	fact	that	all	
respondents	are	part	of	my	personal	network,	I	have	to	limit	the	scope	of	my	claims	
accordingly.	Future	research	with	a	larger	and	more	diverse	sample	may	yield	different	
results.	
This	study	looked	at	both	quantitative	and	qualitative	data	in	an	effort	to	fully	
understand	the	experience	that	students	undergo	when	studying	dance	in	college.		That	
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experience	begins	with	the	decision	to	study	dance	in	college,	so	the	respondents	were	
asked	about	the	support	they	received	in	pursuing	a	dance	degree.		The	overwhelming	
majority,	75%,	responded	saying	that	their	parents	were	very	supportive	of	their	
decision	to	study	dance	in	college.		However,	of	that	75%	many	participants	reported	
that	while	their	parents	wanted	them	to	pursue	their	passion	for	dance,	they	also	had	to	
take	on	a	rigorous	liberal	arts	course-load,	a	second	major,	or	an	academic	minor.		One	
participant,	a	male,	reported	that	his	parents	expressed	specific	concern	over	his	ability	
to	be	able	to	support	himself	financially	if	he	studied	dance.		Generally	speaking,	most	
parents	were	supportive	of	the	student	choosing	to	follow	their	passion,	and	35%	
reported	that	since	their	parents	knew	how	much	the	student	loved	dance,	the	parents	
were	not	surprised	by	their	decision.			
The	survey	asked	each	student	to	report	on	what	types	of	courses	they	took	as	a	
dance	major	student	in	their	respective	program.		100%	of	students	took	courses	in	
ballet	and	some	type	of	modern	dance,	either	a	general	modern	dance	class	or	a	
codified	dance	technique	such	as	the	Horton,	Limon,	or	Graham	technique.		Students	
were	also	polled	about	classes	in	contemporary	dance,	lyrical,	tap,	hip-hop,	musical	
theater,	dance	on	camera,	global	dance,	partnering	and	yoga,	all	of	which	had	less	than	
35%	of	respondents	participate	in.		Courses	with	higher	participation	rates,	in	addition	
to	ballet	and	modern,	were	Improvisation	and	Composition,	each	with	90%,	Jazz	and	
West	African	Dance,	each	with	85%,	and	Pilates	with	55%.			
These	findings	can	be	further	reviewed	in	figure	1:	
	
	
37	
Figure	1:	
	
The	survey	continued	looking	at	dance	curriculum	with	a	review	of	the	dance	
academic	courses	that	students	took	while	pursuing	the	major.		These	findings	
demonstrated	that	100%	of	respondents	took	Anatomy	&	Kinesiology	and	Dance	
History,	and	roughly	half	of	respondents	took	Dance	and	Society,	Movement	Studies,	
Music	for	Dancers,	and/or	Stagecraft.	Only	5	students	took	Dance	Pedagogy,	with	fewer	
taking	Biology	of	Movement,	Dance	Notation,	or	The	Business	of	Dance.		Understanding	
the	curricular	experiences	of	the	respondents	will	help	in	determining	what	skills	were	
acquired	through	their	dance	education.		
Since	a	large	part	of	the	dance	education	experience,	and	many	dance	careers,	
are	rooted	in	dance	performance,	it	was	important	to	understand	the	performance	
experiences	of	the	respondents.			100%	of	respondents	participated	in	at	least	one	
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performance	per	year	while	pursuing	their	bachelor’s	degree.		The	research	then	looked	
at	the	frequency	of	dance	performances	and	the	scale	of	the	performance.		25%	of	
respondents	participated	in	1-3	performances	per	year	and	75%	reported	participating	
in	4-6.		100%	of	students	participated	in	a	student-choreographed	production,	likely	in	a	
black-box	or	studio	theater,	90%	performed	in	faculty-choreographed	productions,	85%	
performed	in	works	being	set	by	a	visiting	guest	artist,	and	55%	performed	in	a	new	
creation	by	a	professional	artist-in-residence.		70%	had	the	opportunity	to	travel	either	
regionally,	across	the	country,	or	internationally	with	a	school-led	performance	and	25%	
were	even	paid	for	their	work	performing.			
Following	graduation,	100%	of	respondents	retained	employment	and	70%	of	
them	were	employed	in	the	dance	industry.		First	jobs	ranged	from	dance	performance	
to	administration	and	consisted	of	both	full-time	and	part-time	work.	The	survey	polled	
respondents	on	their	first	five	jobs	following	graduation	to	allow	for	a	total	possible	
response	of	100	jobs.		Since	some	respondents	reported	fewer	than	five	jobs,	the	total	
yield	was	81	reported	jobs	from	20	respondents.		16	respondents	reported	working	
more	than	one	job	at	a	time	and	51	jobs	held	were	in	the	dance	industry.		Jobs	held	in	
the	dance	industry	include	work	in	arts	administrations,	dance	journalism,	teaching	
dance,	performing	with	a	company,	and	choreographing	on	established	and	emerging	
companies.		Other	fields	of	employment	include	education,	financial	accounting,	
marketing	management,	office	reception,	paralegal,	and	restaurant	services.			
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Figure	4:	
	
	
The	final	section	of	the	research	asked	respondents	to	reflect	on	their	dance	
education	and	report	on	how	it	prepared	them	for	their	professional	endeavors.		When	
asked	which	areas	they	felt	most	prepared	in	as	a	result	of	their	dance	education,	the	
responses	were	almost	exactly	evenly	split	between:	ability	to	adapt	to	new	roles;	
leadership;	ability	to	embrace	change;	ability	to	work	well	with	others;	artistry,	technical	
dance	training,	and	all	of	the	above.		There	was	only	a	1%	fluctuation	between	
responses	to	this	question,	indicating	that	respondents	felt	equally	prepared	in	all	of	
these	key	areas.		Further,	when	asked	to	identify	specific	skills	that	students	gained	from	
their	dance	education	45%	reported	having	confidence	in	being	able	to	find	creative	
solutions	to	work-place	problems,	40%	reported	having	strong	interpersonal	skills,	and	
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the	remainder	identified	strong	skills	in	oral	communication,	written	communication,	
and	project	management.			
In	an	open-ended	response,	survey	participants	shared	additional	anecdotal	
feedback	on	skills	acquired	through	dance	training.		These	include	time-management,	
visual	learning,	empathizing	with	others,	networking	and	communicating,	having	a	
strong	internal	drive,	punctuality,	taking	criticism,	and	other	tool-based	skills	such	as	
website	design,	dance	photography,	art-directing,	and	video-editing.		The	more	general	
skills	mentioned	can	be	argued	to	have	many	overlapping	qualities,	which	is	reflective	of	
the	21st	Century	Skills	needed	for	success	today.		One	respondent	who	identified	the	
ability	to	find	creative	solutions	as	her	greatest	skill	learned	from	her	dance	education	
also	stated,	“I	think	I	am	good	at	figuring	out	multiple	ways	to	express	an	idea,	which	is	
important	when	trying	to	communicate	with	my	students	and	colleagues.		Not	everyone	
learns	and	understands	things	the	same	way,	and	I	have	the	skills	to	be	attune	to	that.		I	
feel	that	my	liberal	arts	dance	education	prepared	me	to	communicate	physically,	orally,	
and	in	writing	so	I	can	always	show	AND	explain	whatever	concept	I	am	sharing	and	
reach	different	types	of	learners.”		This	statement	very	clearly	captures	three	of	the	key	
skills	that	dancers	acquire:	the	ability	to	find	creative	solutions,	to	understand	and	
empathize	with	others,	and	to	communicate	well	with	a	given	audience.		
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DISCUSSION	ON	RESEARCH	FINDINGS	
	
	 The	diverse	field	of	work	that	respondents	took	part	in	after	graduation	is	a	
testament	to	the	breadth	of	skills	that	dance	majors	acquire	through	their	studies.	Aside	
from	the	more	related	fields	of	work	such	as	teaching	dance,	performing	with	a	
company,	or	choreography,	respondents	were	also	capable	of	holding	jobs	within	other	
disciplines	such	as	the	educational,	financial,	and	marketing	industries.	Though	the	
sample	being	analyzed	is	small	in	comparison	to	the	number	of	dance	graduates	in	the	
country,	the	results	of	the	survey	are	indicative	of	the	fact	that	dance	majors	are	
qualified	to	work	in	wide	variety	of	fields,	not	only	associated	with	the	dance	industry.		
The	most	telling	findings	from	this	research	were	the	fact	that	each	of	the	respondents	
found	gainful	employment	with	a	bachelor’s	degree	in	dance.		80%	of	respondents	
credit	their	dance	major	studies	with	preparing	them	for	professional	work,	
demonstrating	that	the	overwhelming	majority	had	the	skills	necessary	for	employment	
success.			
	 When	looking	specifically	at	the	skills	learned	through	studying	dance,	this	study	
demonstrates	that	dance	major	graduates	are	confident	in	their	ability	to	find	creative	
solutions.		Since	dance	teaches	students	how	to	work	well	with	others,	to	view	material	
from	multiple	viewpoints	-	literally	and	figuratively,	and	to	always	present	your	best	
possible	work,	it	is	no	surprise	that	dancers	are	able	to	adapt	to	a	situation	and	quickly	
find	a	way	to	work	towards	resolution.		One	respondent,	whose	professional	work	has	
ranged	from	dance	performance	to	being	a	paralegal,	stated,	“My	dance	education	has	
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taught	me	how	to	problem	solve	on	a	daily	basis,	how	to	approach	new	situations,	[and]	
how	to	interact	with	people	in	a	professional	setting.”		This	claim	is	representative	of	
the	overall	reporting	found	in	this	study;	each	of	the	respondents	gained	skills	from	
their	dance	education	that	were	pertinent	to	their	professional	success,	regardless	of	
industry.		
Interpersonal	skills	and	communication	skills	are	also	among	the	highest	
reported	skills	that	respondents	attained	from	their	dance	education.		These	skills	are	
indispensible	in	today’s	society	and	dancers	should	be	recognized	as	valuable	candidates	
for	employment	as	a	result	of	their	training.		Even	though	is	not	often	thought	of	as	a	
team	sport,	dance	is	without	a	doubt	a	communal	activity.		Your	training	may	include	
individual	goals,	but	in	both	class	and	performance	your	success	depends	on	those	who	
share	the	space	with	you.		Dancers	feed	off	of	the	energy	in	a	studio,	take	corrections	
from	teachers	and	peers,	depend	physically	on	their	partner	or	group,	and	work	
meticulously	to	dance	in	sync	with	one	another	on	a	daily	basis.		This	training	demands	
that	dancers	learn	how	to	effectively	communicate	in	order	to	achieve	their	own	and	
the	group’s	success	and	this	skill	is	translatable	to	any	situation.	Dancers	in	this	study	
reported	strong	communication	skills	across	a	myriad	of	platforms	including	oral	
communication,	written	communication,	and	physical	communication	via	body	
language,	each	of	which	significant	holds	value	in	today’s	professional	climate.		With	so	
much	communication	happening	both	in	person	and	via	email	and	social	media,	
effective	communication	skills	are	often	a	top	skill	required	by	employers.		One	
respondent	reported	that	his	dance	education	gave	him	even	more	specific	
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communication	skills	including	website	building	and	grant	writing,	which	served	him	
professionally	in	his	work	as	a	freelance	choreographer.		
Other	specifically	noted	skills	include	strong	time	management,	visual	learning,	
networking,	leadership,	and	personal	discipline.		Each	of	these	skills,	along	with	
communication,	the	ability	to	solve	problems,	and	adaptability,	are	desirable	traits	for	
any	employer.		While	this	study	only	reflects	a	sample	of	the	dance	graduate	population,	
these	findings	can	serve	as	a	platform	on	which	to	build	a	greater	understanding	of	the	
many	benefits	of	the	dance	major	in	higher	education.		When	looking	at	trends	in	
education	and	the	importance	of	21st	century	skills,	as	noted	earlier,	it	is	important	to	
reflect	on	the	need	for	developing	adults	to	be	proficient	in	critical	thinking,	creative	
thinking,	communication,	and	collaboration.		The	results	of	this	study	can	lead	
researchers	to	a	greater	understanding	of	how	dance	in	higher	education	is	achieving	
these	skills	through	an	abstract	approach	to	arts	integration.		Dancer’s	time	in	the	studio	
and	classroom	build	on	one	another	to	teach	students	about	a	variety	of	subjects,	
relating	to	the	dance	world	and	society	at	large.		This	hybrid	approach	of	creative	and	
critical	educational	offerings	gives	students	the	skills	that	are	needed	for	professional	
success.			
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CONCLUSION	
	
	
This	paper	sought	out	to	study	how	the	major	approach	to	dance	within	higher	
education	prepares	students	for	professional	success.		Success	was	defined	as	gainful	
employment	through	the	use	of	skills	acquired	as	a	dance	major.		Along	with	the	use	of	
literature	already	existing	in	the	field	to	serve	as	a	framework,	I	utilized	a	research	
survey	to	investigate	the	power	of	a	dance	education	within	the	college	and	university	
system	to	look	at	what	skills	are	developed	through	the	dance	major	curriculum.		
Through	my	research	I	learned	that	many	studies	have	made	compelling	arguments	as	
to	how	beneficial	the	arts	are	in	primary	and	secondary	learning,	however	fewer	
conversations	are	taking	place	on	how	the	arts	in	higher	education	continue	to	promote	
healthier	and	more	advanced	learning.			This	conversation	is	so	important	and	necessary	
in	order	to	help	steer	society	away	from	the	stigma	that	studying	the	arts	is	not	as	
valuable	as	studying	a	more	traditional	academic	subject	area.		Through	my	own	
knowledge	as	a	graduate	of	a	dance	major	as	well	as	my	experience	working	in	higher	
education	admissions	for	nearly	10	years,	I	can	say	with	certainty	that	there	is	a	large	
bias	against	studying	the	arts	in	college,	unless	coupled	with	a	second	major.		Many	
students	feel	pressure	from	their	parents	to	have	a	second	major	or	certification	to	fall	
back	on	because	the	societal	stigma	suggests	that	studying	dance	won’t	give	you	the	
skills	needed	to	get	a	job.		
	
46	
The	research	conducted	in	this	study	provides	a	framework	for	that	stigma	to	be	
refuted.		Of	the	20	participants	surveyed,	100%	of	them	were	able	to	acquire	gainful	
employment,	both	within	and	outside	of	the	dance	industry,	following	graduation	with	a	
bachelor’s	degree	in	dance.		Each	of	the	survey	respondents	credited	their	dance	major	
with	giving	them	indispensible	skills	that	make	them	desirable	candidates	for	
employment.		While	this	survey	consisted	of	a	small	sample	size,	I	believe	that	this	study	
is	representative	of	the	field	at	large	and	could	be	used	to	initiate	broader	research.			
Further,	this	research	is	also	important	across	other	arts	majors	in	addition	to	
dance.		While	the	classroom	and	studio	experiences	may	differ	from	dance	to	music	to	
theater	to	visual	arts,	I	believe	that	the	major	approach	to	arts	education	within	higher	
education	is	demonstrative	of	arts	integration	across	all	subjects.		By	using	the	arts	
either	as	a	tool	with	which	to	teach	another	subject	or	as	content	alongside	of	another	
subject,	students	are	forced	to	think	critically	and	creatively,	to	work	together,	and	to	
effectively	communicate	their	analysis	and	comprehension.		Each	of	these	qualities	
translates	into	useful	skills	that	are	applicable	to	almost	every	working	environment.			
Lastly,	with	more	resources	I	would	like	to	see	this	research	continued	to	study	
branches	of	success	other	than	just	professional	employment.		Success	can	also	be	
viewed	in	terms	of	one’s	cultural,	social,	and	creative	capital.		Artists	are	essential	
participants	in	the	cultural	and	social	realms	of	society,	and	if	we	don’t	work	to	erase	
the	stigma	of	the	arts	being	of	lesser	value,	our	communities	will	directly	suffer.		
Dancers	have	the	potential	to	elevate	society’s	appreciation	of	arts	and	culture	and	have	
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the	capacity	to	live	their	own	lives	filled	with	art,	culture,	and	adventure.		This	
integration	of	arts	and	daily	life	provides	enrichment	within	thriving	communities.		
	
48	
BIBLIOGRAPHY	
	
Remer,	Jane.	Beyond	Enrichment:	Building	Effective	Arts	Partnerships	with	Schools	and	
Your	Community.	New	York:	ACA,	1996.	Print.	
	
Seidel,	Steve,	Shari	Tishman,	Ellen	Winner,	Lois	Hetland,	and	Patricia	Palmer.	The	
Qualities	of	Quality:	Understanding	Excellence	in	Arts	Education.	Cambridge,	MA:	Project	
Zero,	Harvard	Graduate	School	of	Education,	2009.	
	
Thoughtful	Learning.	2016.	“What	are	learning	skills?	|	Thoughtful	Learning	K-12.”	
Accessed	September	21,	2016.	https://k12.thoughtfullearning.com/FAQ/what-are-
learning-skills	
	
Silverstein,	Lynn,	and	Sean	Layne.	"The	Kennedy	Center:	ARTSEDGE	-	the	National	Arts	
and	Education	Network."	ARTSEDGE:	Two	Big	Reasons.	Accessed	October	13,	2015.		
https://artsedge.kennedy-center.org/educators/how-to/arts-integration/why-arts-
integration/why-two-big-reasons		
	
Rizzuto,	Rachel.	2013.	“BA	or	BFA?”	Dance	Teacher	Magazine	Online.	Accessed	
September	21,	2016.	http://www.danceteacher.com/2013/11/ba-or-bfa/	
	
Rubin,	Herbert	J.,	and	Irene	Rubin.	Qualitative	Interviewing:	The	Art	of	Hearing	Data.	
Thousand	Oaks:	Sage	Publications,	1995.		Print.		
	
Giguere,	Miriam.	2005.	“Revitalizing	Pennsylvania	through	Creativity:	Dance	in	
Education.”	Arts	Education	Policy	Review	106	(4):	34–39.	
http://www.library.drexel.edu/cgibin/r.cgi?url=http://search.ebscohost.com/login.aspx
?direct=true&db=ehh&AN=1643830	4&site=ehost-live.	
	
Ross,	Janice.	2002.	“Where	They	Danced:	Patrons,	Institutions,	Spaces:	Institutional	
Forces	and	the	Shaping	of	Dance	in	the	American	University.”	Dance	Chronicle	25	(1):	
115–24.	doi:10.1081/DNC-120003122.	
	
Hawkins,	Alma	M.	1954.	Modern	Dance	in	Higher	Education.	New	York.	Accessed	May	
10.	http://hdl.handle.net/2027/mdp.39015003552794.	
	
de	Kuijper,	Jacqueline	C.	R.	2013.	“The	Thinking	Dancer:	Dance	Education	Reform	and	
Verbal		Instruction	in	Dance	Technique	Classes	in	Higher	Education.”	M.A.,	United	States	
--	California:	Mills	College.	
http://search.proquest.com.ezproxy2.library.drexel.edu/docview/1366072545/abstract
/908611818E5242B1PQ/1.	
	
49	
	
Pulinkala,	Ivan.	2014.	“Partnering	for	Change	in	Dance	Higher	Education.”	Research	in	
Dance	Education	15	(3):	239–53.	doi:10.1080/14647893.2014.910187.	
	
Risner,	Doug,	and	Jon	Anderson.	2008.	“Digital	Dance	Literacy:	An	Integrated	Dance	
Technology	Curriculum	Pilot	Project.”	Research	in	Dance	Education	9	(2):	113–28.	
doi:10.1080/14647890802087787.	
	
Khan,	Mohammad	Ayub,	and	Laurie	Smith	Law.	2015.	“An	Integrative	Approach	to	
Curriculum	Development	in	Higher	Education	in	the	USA:	A	Theoretical	Framework.”	
International		 Education	Studies	8	(3):	66–76.	
http://search.proquest.com.ezproxy2.library.drexel.edu/arts/docview/1667047456/abs
tract/BF12941E8B74426FPQ/83.	
	
Kerr-Berry,	Julie	A.	2005.	“The	Application	of	National	Dance	Standards	in	Higher	
Education	Dance	Programs.”	Journal	of	Dance	Education	5	(3):	80–8.	
http://www.library.drexel.edu/cgibin/r.cgi?url=http://search.ebscohost.com/login.aspx
?direct=true&db=s3h&AN=18506102&site=ehost-live.	
	
Hori,	Ayumi	S.	2013.	“Serious	Play:	The	Role	of	Play	in	Dance	in	Higher	Education.”	
M.F.A.,	United	States	--	Oregon:	University	of	Oregon.	
http://search.proquest.com.ezproxy2.library.drexel.edu/docview/1426819581/abstract
/7DB3FDB5B7CB40E0PQ/1.	
	
Higher	Education.”	M.F.A.,	United	States	--	California:	University	of	California,	Irvine.	
http://search.proquest.com.ezproxy2.library.drexel.edu/docview/1710372531/abstract
/6E208E8CC7C04566PQ/1.	
	
Cote,	Paulette.	2006.	“The	Power	of	Dance	in	Society	and	Education:	Lessons	Learned	
from	Tradition	and	Innovation.”	Journal	of	Physical	Education,	Recreation	&	Dance	77	
(5):	10.	
	
Montgomery,	Sarah	S.,	and	Michael	D.	Robinson.	2003.	“What	Becomes	of	
Undergraduate	Dance	Majors?”	Journal	of	Cultural	Economics	27	(1):	57.	
http://search.proquest.com.ezproxy2.library.drexel.edu/docview/197395737/abstract/
B05D2C172544D4DPQ/1.	
	
Rocha,	Alexandra.	2016.	“The	Importance	of	Curriculum	in	Undergraduate	Dance	
Programs:	A		 Case	Study	on	the	Curricula	of	Selected	University	Level	Dance	
Programs.”	M.S.-Drexel	University,	Philadelphia,	PA.		
	
Aguirre,	Abby.	2007.	“Career	Transition	for	Dancers	-	Retirement	-	Dance.”	The	New	
York	Times,	October	21.	http://www.nytimes.com/2007/10/21/arts/dance/21agui.html.	
	
50	
	
	
Jeffri,	Joan,	and	David	Throsby.	2006.	“Life	after	Dance:	Career	Transition	of	Professional	
Dancers.”International	Journal	of	Arts	Management	8	(3):	54–63.	
http://www.jstor.org/stable/41064887.	
	
Hansen,	Melody	Datz.	2016.	“Bowing	Out:	When	and	Why	Ballet	Dancers	Retire.”	The	
Stranger.	Accessed	March	13.	http://www.thestranger.com/seattle/bowing-out-when-
and-why-ballet-dancers-retire/Content?oid=19671239.	
	
Muzaffar,	Maroosha.	2014.	“‘A	Dancer	Dies	Twice’:	The	Unique,	Sad	Challenge	of	
Retiring	From		Ballet.”	The	Atlantic,	March	7.	
http://www.theatlantic.com/entertainment/archive/2014/03/a-dancer-dies-twice-the-
unique-sad-challenge-of-retiring-from-ballet/284187/	
	
Austin,	Sarah.	2015.	“Is	American	Modern	Dance	a	Pyramid	Scheme?”Dance/USA.	
March	2.	https://www.danceusa.org/ejournal/2015/03/02/is-american-modern-dance-
a-pyramid-scheme.	
	
51	
APPENDIX	A:		SURVEY	QUESTIONS	
	
Dance	in	Higher	Education	Survey	
	
Section	#1:	Education	Information		
1. What	is	your	first	name?	
2. What	is	your	last	name?	
3. What	is	your	gender:	
• Female	
• Male	
• Gender	Neutral	
• Prefer	not	to	answer	
4. Please	identify	your	Race/Ethnicity:	
• White	
• Black/African	American		
• Latino/Hispanic	
• Asian	
• Native	American	
• Pacific	Islander	
• 2	or	more	races	
• Prefer	not	to	answer	
5. What	is	your	age?	
6. What	college/university	did	you	attend?	
7. What	degree	did	you	earn?	
• Bachelor	of	Arts	
• Bachelor	of	Fine	Arts	
• Bachelor	of	Science		
• Other	(please	explain):	
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8. Did	you	major	in	Dance?		
• Yes	
• No,	I	minored	in	dance		
• No,	I	only	took	dance	classes	as	electives		
• Yes,	with	a	second	double	major	in:		
	
9. Did	you	have	a	specific	dance-related	concentration:		
• No	
• Yes	(concentration):	
	
10. How	supportive	were	your	parents	of	your	decision	to	study	dance	in	college?		
• Very	Supportive		
• Somewhat	Supportive		
• Minimally	Supportive		
• Not	at	All	Supportive		
• Please	Explain:		
	
	
Section	#2:	Curriculum	&	Performances		
11. What	dance	classes	did	you	take	as	part	of	the	dance	major	curriculum?	(Select	
all	that	apply)	
• Ballet		
• Pointe	
• Codified	Modern	Dance	Techniques	(Horton/Graham/Taylor/Limon,	etc.)	
• General	Modern	Dance	
• Contemporary		
• Lyrical		
• Jazz	
• Hip-Hop	
• Tap	
• Broadway	Jazz	
• Musical	Theater	
• West-African		
• Global	Dance	
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• Partnering		
• Aerial	Acrobatics		
• Commercial	Dance	
• Pilates	
• Yoga	
• Improvisation		
• Composition		
• Dance	on	Camera		
• Others	(please	specify):	
	
12. Which	academic	classes		(or	similarly	titled	classes)	did	you	take	as	part	of	the	
dance	major	curriculum?	(Select	all	that	apply)	
• Dance	History		
• Dance	and	Society		
• Movement	Studies	
• The	Business	of	Dance		
• Anatomy	&	Kinesiology		
• Dance	Pedagogy	
• Music	for	Dancers	
• Entrepreneurship	
• Stagecraft/Production		
• Dance	Notation		
• Others	(please	specify):	
	
13. On	average,	how	many	performances	did	you	participate	in	per	year?		
• 0-3	
• 4-6	
• 7-10	
	
14. Who	were	your	choreographers?	(Select	all	that	apply)		
• Visiting	guest	artist	(setting	this	work	only)	
• Artist-in-residence	(teaching	and	choreographing)		
• Faculty		
• Students		
	
15. Did	you	travel	with	a	performance	group?		
• 	Yes,	throughout	our	local	community	
• 	Yes,	throughout	our	regional	community		
• 	Yes,	across	the	country	and/or	internationally		
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• No		
	
16. Were	you	ever	paid	for	your	school-related	performances?		
• Yes	
• No		
	
Section	#3:	Professional	experience		
This	section	asks	for	information	on	your	professional	experiences	after	completing	your	
undergraduate	degree.		We	recognize	that	dancers	can	go	into	a	variety	of	types	of	professions	
so	please	refer	to	the	following	definitions:		
	
Full-Time	Employment	-	Can	be	either	dancing,	dance-related,	or	not	at	all	related	to	dance,	but	
you	are	salaried	or	contracted	for	full-time	paid	work.			
	
Part-Time	Employment	-	Can	be	either	dancing,	dance-related,	or	not	at	all	related	to	dance,	but	
you	are	employed	for	part-time,	hourly,	or	project-based	paid	work.		
17. What	was	your	1st	job	after	graduation	(position	title):	
• Was	it	full-time	or	part-time	employment?	
• At	what	company/organization	was	this	job?:		
• How	long	did	you	hold	this	position?	
	
18. What	was	your	2nd	job	after	graduation	(position	title):	
• Was	it	full-time	or	part-time	employment?	
• At	what	company/organization	was	this	job?:		
• How	long	did	you	hold	this	position?	
	
19. What	was	your	3rd	job	after	graduation	(position	title):	
• Was	it	full-time	or	part-time	employment?	
• At	what	company/organization	was	this	job?:		
• How	long	did	you	hold	this	position?	
	
20. What	was	your	4th	job	after	graduation	(position	title):	
• Was	it	full-time	or	part-time	employment?	
• At	what	company/organization	was	this	job?:		
• How	long	did	you	hold	this	position?	
	
21. What	was	your	5th	job	after	graduation	(position	title):	
• Was	it	full-time	or	part-time	employment?	
• At	what	company/organization	was	this	job?:		
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• How	long	did	you	hold	this	position?	
	
22. Have	you	held	multiple	jobs	at	once	at	any	time	since	graduation?		
• Yes:	2-3	jobs	
• Yes:	4-5	jobs	
• No		
	
23. In	what	fields	have	you	worked	professionally	in	either	part-time	or	full-time	
work?		
• Dance	Performance		
• Dance	Pedagogy		
• Dance	Choreography		
• Theater	or	Performance	Art	-	Performance		
• Theater	or	Arts	Education		
• Production	
• Administration		
• In	a	non-dance	related	position:		
	
24. In	what	areas	did	your	dance	education	make	you	feel	most	prepared	for	your	
professional	work?		
• 	Technical	dance	training		
• 	Artistry		
• 	Leadership		
• 	Ability	to	work	well	with	others		
• 	Ability	to	pick	up	on	small	details		
• 	Ability	to	retain	information		
• 	Ability	to	adapt	to	new	roles		
• 	Ability	to	embrace	change		
• 	Other	(please	specify):	
	
25. Which	of	the	following	statements	about	your	undergraduate	education	do	you	
most	agree	with?		
• My	dance	education	in	college	prepared	me	for	my	professional	job(s)	
• My	dance	education	in	college	was	too	dance-based	for	my	professional	
job(s)	
• My	dance	education	in	college	did	not	at	all	prepare	me	for	my	
professional	job(s)	
	
	
26. Which	of	the	following	skills	are	you	confident	in	using	in	your	profession	on	a	
regular	basis?		
• Written	communication	skills		
	
56	
• Oral	communication	skills		
• Ability	to	ask	questions		
• Interpersonal	skills		
• Project	management	skills		
• Asking	strong	questions		
• Speaking	up	for	yourself	and/or	others		
• Ability	to	find	creative	solutions		
	
27. Are	there	additional	skills	you	use	now	in	your	everyday	life	that	you	attribute	to	
your	dance	education	experiences?	Please	discuss	below:	
	
